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KHAN SAHEB USTAD ABDUL MAJID KHAN 


Khan Saheb Ustad Abdul Majid Khan, the leading Sarangi player of our 
land, has a proud heritage of music on his father's side is two great, great, uncles 
were the well-known Lal Khan and Ramzan Khan, His great uncle, Azim Bux, 
was such a wizard that besides mastering the sarangi, he claimed among his 
trainees Beenkars of name and fame. 


The famous Anjanibai Malpekar sang in his accompaniment and is all 
praises for him. The father of Ustad Abdul Majid Khan was Ustad 
Abdulla Khan. Majid Khan's younger uncle, Kale Khan was well-known in 
Rajasthan and Malwa, where he had many diciples and countless 
admirers, Majid Khan's uncle, Mehboob Bux, was the Ustad of Bal Gan- 
dharva, Majid Khan’s cousins, three in number, were also musicians, Nazir 
Khan was a sarangi artist, whereas Jugna played the tabla, Kadar Bux, the 
third cousin was famous for his sarangi performance with Bal Gandharva 
Natak Company, he was affectionately known all over Maharashtra as “Mullaji”. 
Majid Khan has imbibed the best from each of his ancestors and evolved a 
new and distinct style of his own. 


So much for his Paternal ancestors. On the mothers side, his two 
cousins Hafiz Khan & Bashir Khan were vocalists, who were court musicians 
to Mysore & Indore. 


EARLY TRAINING : 


Blessed with a rich and rare heritage, Majid Khan had a Sarangi prese- 
nted to him by his mother, who also gifted to him the first Jessons. In the early 
stages, his father nurtured his first steps in music. Majid Khan's main teacher 
was his younger uncle Kale Khan. From the age of ten, he would practice from 
dawn to dusk, hours on on end, and blossomed into a full fledged virtuoso at the 
age of 17. > 


Majid Khan’s other great Guru was Ustad Bundu Khan. At their feet, Majid 
Khan learned the complexities of the Sarangi both for solo and for accompani- 
ment performances. It was when Bundu Khan Saheb came to Indore that Majid 
Khah decided to learn from him, Bundu Khan remained the reverd teacher, 
and Majid Khan was his beloved discipte till Bundu Khan’s death in 1954. 


CAREER 

During his long career covering 50 years and more, he has given memorable 
recitals, both as a Soloist and as an accompanist, throughout the length and 
breadth of the country. There is hardly any vocalist of his time, living or 
dead,male or female, big or small, whom he has not played with, The charm of 
Majid Khan’s music is so great that the singers themselves have again and again 
requested him to play with them and have enjoyed having him with them. To 
mention but two of his colleagues and admirers, he was for years together 
heard wherever Kesarbai Kerkar or the late Pt. Omkarnath Thakur gave 
their recitals. 


A RARE DOUBLE: 


Majid Khan Saheb has accompanied the exponents of the various Gharanas. 
He has not merely played with them on -the Sarangi, but has studiously 
heard them and studied their styles and techniques as well. On these 
occasions, he would compare the different schools, and he concluded that 


the Alladiya Style was perhaps the most impressive. 


The musician in Majid Khan Saheb was only half-satisfied with the 
mastery of the Sarangi. Thus, at the age of 50 years, he decided to learn 
vocal music, an astonishing urge indeed. He became a full-fledged pupil 
of Ustad Alladiya Khan after the ganda-bandhan ceremony on a payment 
of Rs.1000/- some 30 years ago. 


Thus Ustad Majid Khan Saheb, not known to all, is the complete musician 
and musicologist. No one today could claim this unique feat. This jump 
from the sarangi to singing has quenched his thirst for knowledge, but 
only partly. Just a few: years back he tried to induce his elder brother 
Khadim Husain of Gudiyani, to teach him a few points which Majid 
Khan thought he did not know, When Ustad Majid Khan Saheb looks 
back over his life's experience, he says, “I do not think that there is any 
recognized, rag of any type which I have not heard or not known or not played 


either alone or with a vocalist”. Ng 
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OWN STYLE. 


This ocean of experience, both vocal iii na OREA 
cause of music, Majid Khan Saheb has searched out the gems of music 
from the various schools and blended them into a totally new approach to 
musical performance, both vocal and instrumental (i.e. Sarangi). 


LEGACY, 


Ustad Majid Khan Saheb had distilled his life's experiences and planted 
them in his two sons, Ustad Md. Saced Khan and Ustad Md. Rashid 
Khan. These young gentlemen started as star vocalists in childhood and 
are mature and brilliant as a twin team, They are now recognised and 
respected as leaders in their own field. 


The Sarangi of Majid Khan Saheb has attracted his own brother- 
-in-law Ustad Masit Khan to be his disciple, Today Ustad Masit Lhan 
is the leading sarangi player in the country and is equally sought after 
by vocalists because of the charm and quality of his performance, in 
keeping with the tradition established by his Ustad . 


MAJID KHAN, THE MAN. 


Inspite of his unique and vast knowledge and experience, Ustad 
Majid Khan Saheb is a man of simple habits and is completely 
unassuming in nature. He is utterly sincere and devoted tothe cause 
of music. He is very straight-forward in his day-to-day dealings 
and. has goodwill for all. He is, in short, a gantleman musician 
in every sense of the term. 


SARANGI AS AN ACCOMPANYING INSTRUMENT. 


Traditionally the Sarangi as an accom- 
panying instrument for the vocalist, has been 
used under three differntee ditions (a)in com- 
pany with a well-versed singer, (b) along with 
4 not-socompetent vocalist, and (c) competing 
with the vocalist. The coneept of accompani- 
ment for the Sarangi player was different in 
each case as is discussed in the following 
paragraphs, 

The Sarangi was played in the company 
of a well-versed singer with the following 
amis first, according to the sur of the singer 
was supposed to be helped and supported 
by the Sarangi, that is it was intensified. 
Secondly. if the vocalists sur was at fault, the 


Sarangi was to rectify it. Thirdly, if the. 


singer felt short of breath, the Sarangi player 
would take over to bridge the gap and to cont- 
inue the melody. The fourth aim was to 
continually inspire the imagination of the 
singer. Finalyl, the aim of the accompanist 
was to keep the singer in a buoyant mood 
for healthy competition. 

Now let us consider the requirements for 
accompanying a nit-so-competent singer. 
For such singers, the, Sarangi player was 
supposed to be the guiding hand, correcting 
his false steps and leading him to the sright 
path from the point where he had gone 
astray, 

We shall presently see the third way in 
which the Sarangi was played, namedy in 
spirit of competition In the beginning two 
Saragngi players used to sit with a singer. 
The competition was thus one is to two; here 
each Sarangi player was competing with the 
singer and with his colleague, Thus the eonve- 


ntional techniques described in the preceding 


two paragraphs lost their importance, and 
ceased to exist, The original ideas of aceom- 
paniment were thrown to the winds and 
competition became the paramount consid- 
eration. In these cases, if the singer was 
prodicient, he would keep the two Sarangi 
player in control. If on the other hand, he 
was not so mature, he was relegated to 
the background, and from that point onwards, 
the two Sarangi players would steal the 
light and compete among themselves. 
In Indorejthere was acase where a tabla Payer 
Maula Bux had 2 Sarangi Bundu Khan and 
Fattu Khan for lahara During the inieial 
stages of the tabla recital, it so happened 
that. one of the FONE: Des nes 
Solotaan.. This. nl, peal Tes 
immediate respense from his ot ligation 
call and response pattern between the two 
Sarangi mastens reached. 

Such a stage that they lost track of the 
facts that they were supposed to give lahara; 
in the process the tabalehi took on the role 
of the timekeeper giving the theka to the 
Sarangi duet, In the world of classical Indian 
music, singing has been placed in the highest 
category; playing an instrument in teh 
second and status. In these citcumstances, 
let us see what happens when the Sarangi 
is played in the spirit of competition with 
the singer, In view what is just written the 
vocalist tends to boss over the accompanist 
inorder to demonstrate his wider knowledge. 
In return the Sarangi player plays in such 


Ca Way as to show contempt for the singer as 


if to say’ even when you the vocalist, 
aim supremacyjin music you are not able to 
te me becasuse I am playing yourraaz & 
eS this conncetion we have onrecord 
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san incidentithat to occured in Indore be- 
tween Rajab Ali Khan (vocal) and Bundu 
Khan (Sarangi), At this recital, there was a 
keen and tense contest between these two 
artists of superiority, As it turned out the 
-six hour mrrathon final taan payed from 
Bundu Khan's Sarangi. Thcrepon Bundu 
Khan got upsaying, ‘Yeh meri taan tum 
par udhaar hai’ meant ‘You still have to repay 
me with this taan. 


In the tcehuique of Sarangi accompani- 
ment disesbed in the first paragraph of this 
artiele, the Sarangi player has to sacrifice 
a lot ef his own ego. For example if the 
singer makes a small mistake or if he feels 
short of breath, such shortcomings can be 
casily rectified by the Sarangi artist, and 
yet the listeners and sometimes even the singer 
may not notice this, It is easy to understand 
why on such occasion the Sarangi player 
does not get the credit he deserves. This is 
not; even in cases where the vocal contri- 
bution has heen embelished by the Sarangi. 
‘The singers ego prevents him from giving 
the credit to his accompanist, Thus the 
Sarangi player who Tries to bring out the 
best music, oven sacrificing his own gain los 
es faith and given up this real way of produ- 
cing the best music, Instead, he stays into 
the path of individual rivalary, trying to 
out do the singer and so proclaiming his 
mastery. Such small minded competition, 
for selfish motive catches the public eye, 
and it is human tendency for the people to 
like and enjoy it. The only person who does 
not relish the show is the singer. The poor 
man is away from limelight for one thing; 
Seman Ana daaa A Den 
his own inagination and further expositione 
of the raag gets distorted. The result is 
that the singer avoids such a com- 
petent sarangi player; at times the cause 
of this plight is the singer's himself. He 


lays the blame however, on the proficient 
accbmapanist. 


In contrast to the above, if the Sarangi 
player truly complements the vocal melody, 
‘the singer heartily enjoys „singing the item. 
When ‘the vocalist and the instrumentalist 
are mature and versatile their mutual under- 
standing and adaptation is so perfact that 
the Sarangi player knows exactly when he 
has to supplement the singing and also where 
exactly he has to respond to the call (as in 
sawaal jawarb), During the singer's interludes 
the Saraangi player, on his own, plays a 
couple of twans, such that any apparent 
lacuna is filled and at the same time, the 
contimunity of the pattern is maintained. In 
this the vacalist's imagination is indisturbed 
all slong; on the contrary it spurs the singer 
and puts him in a happierstate of mind toand 
to the richness of the melodv. Such a tvpe 
ofaccompaniment is eppreciaed by the perfor- 
mers as well as the listeners; it is nearly the 
ideal to aimat. Such accompaniment; however, 
is usually wanting simply beeause a human 
being never wants to hurt his ego, even in 
small way, 


That brings us to the question of what 
is required of a person who plays the Sarangi. 
He has to be alert at all times he must 
follow the singer in other words he has to 
think the way the vocal is thinks the way 
the vocaist thinks, and before the latter 
thinks (in anticipation). It is only then that 
the Sarangi toes the singing in one continuous 
wave. He also has to be intelligent as a sup- 
porter and accompanist; the sarangi player 
is himself faultless; at the same time to nies 
for and catches any opportunity to demon- 
strate his skill without hampering the singers 
train of thought in anyway. The Sarangiartist 
moreover has to be a keen observer; he re- 
Spates on the spur of the moment the 
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exact and the most minute details of the 
vocal exposition. 

In literature, two forms have been recog 
nised prose and poetry. It is said that many 
prose writers first try their hand at poetry 
having failed at poetry, they finally take 
to prose writing. The Sarangi may be compard 
with this, The Sarangi player is so inte- 
ligent and proficiat that he has knew the 
different schools and styles and their intri 
cate aspects. including the individulal peculi- 
arities of the singers of cach gharana, 

The depth of skill and the degree of 
mastery of a Sarangi player is brought out 
when seasoned he accompanies a reputed for 
the first time. The vocalist has behind him 
all the knowledge and back ground and 
technical details of themelody he is presenting, 
‘The Sarangi player does not have any of 
thes advantages; he may not have even heard 
the artist before and he may he playing that 
raaga also for the first time. Yet if the Sarangi 
player is really proficient it seems as if both 
have practiced the music for years together, 
Tt is the apparent simplicity which the diffi- 
culties of performance beleires. 

Such charac tainsles demand the most 
exacting standards of artistry particulacly in 
the playing of the Serangi more so from 
master of the Sarangi. 

The Uniqueness of Majid Khan Saheb’s 
Sarangi 

Majid Khan Saheb's control over the Sara 
ngi is unique indeed, He has distinguished 
himself in every department of the teching- 
ue. As asolost, he is ati artist with a mastery 
that has no peer. When he has accompanied 
impetuours a young vocalist, his Sarangi 
has been a corrective and guiding spirit 
often teaching him a point or tow of note. 
With leading singers, his support is eharacte- 
rized bv skill understanding knowledge 
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~coopration. The crowning feature of Majid 


Khan Saheb's performances has been his 
humility in spite of his wizardry. Once at 
the Kashmir Durbar he played the Sarangi 
for the performances of Shiv Rani Ghosh, 
a singer of hardly any merit; yet he played 
the Sarangi so well with her. that he raised 
the status of the singer with his Sarangi. 
Ever since their, everybody, including the 
Maharaja and artist of the calibre of Begum 
Akhtar, insisted that so far as the Sarangi 
was concerned it was Majid Khan Sahebs only; 
they were not prepared to have any ‘one else 
to repanalce him. So farzas his grasp pro- 
ves as accompanist are coneverned, Khan 
Abdul Majid Khan Saheb, has the record of 
a long association with many masters two 
among them being Sur Shri Kesarbac Kerkar 
and the late Pt, Omkarnath Thkur. So far 
as the sawaal and jawaab (call-and-response) 
go; it is recognised that this serves as an 
inspiration to the singer. An incident that 
accoured refers to Shabbu Khan of Delhi. At 
first, Shabbu Khan was in no mood to sing 
at all. When people insistde and persuaded 
him he agreed to sing with Majid Khan Saheb 
(on the Sarangi) but with great contempt, 
and that also, he said he would sing for loniy 
five minutes, MajidKhan Sahib’ played so well 
thay Shabbu Khan was kep: in a firing mood 


and went on tosinga full three hourso Majid | 


Khan Saheb had literally fed him with all that is 
best in the artistry of accompaniment and this perfor 
mance comes nearest to the ideal of Sarangi accom 
paniment It one has to describe this Senior Citizen of 
the Music World hecan best be described as a Karmaylgi- 
He lays more importance on what one does, not what 
‘onesaysor should do, Hehasputall this into action, In 
the end one only wonder and ask if, and when there 
shallbesuch-anotheran There is more at present who 
Saheb, and 









comes anywhere near Majid Khan £ d that is 
well, for this is oneopportunity proċogaitel 
and respect all that he has cause of 


classical music with the magic of his Sarangi, 





